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The purpose of this creative thesis is to provide a permanent 
record and evaluation of the staged reading of "Remnants" held in 
conjunction with the Charlotte Danstrom Conference at the University of 
North Dakota in March, 1984. "Remnants" by Judith Gilhousen is an 
original two-act play about four women attempting to seek fulfillment in 
their lives through making dolls.
The theme of the conference was "Creativity: Living and Learning." 
The director focused on the theme of creativity as expressed in the play 
"Remnants." The director also consulted with the playwright and 
incorporated suggestions and ideas from the playwright into the staged 
reading.
The methodology of this creative thesis involved research, analysis 
and a production of a staged reading. Chapter one of the thesis 
discusses the purpose of a staged reading and includes a description of 
the Charlotte Danstrom Conference. The second chapter describes the 
interactions between the director and playwright. The third chapter 
presents an analysis of the script in terms of plot, theme, characters 
and dialogue. Chapter four is devoted to the director's concept and 
rehearsal process, and the final chapter is a discussion of the post­
performance evaluations.
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Post-performance evaluations by participants in the Charlotte 
Danstrom Conference indicated that the theme was strongly defined and 
clearly present. The staged reading of "Remnants" was considered an 
important contribution to the conference program and the participants' 
understanding of themselves and their own level of creative enhancement.
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in their lives through making dolls.
The theme of the conference was "Creativity: Living and Learning." 
The director focused on the theme of creativity as expressed in the play 
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incorporated suggestions and ideas from the playwright into the staged 
reading.
The methodology of this creative thesis involved research, analysis 
and a production of a staged reading. Chapter one of the thesis 
discusses the purpose of a staged reading and includes a description of 
the Charlotte Danstrom Conference. The second chapter describes the 
interactions between the director and playwright. The third chapter 
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The purpose of this study was to analyze, research and direct a 
staged reading of the play "Remnants" by Judith Gilhousen. In order to 
accomplish these purposes "Remnants" was produced in conjunction with 
the Charlotte Danstrom Conference on Women and Creativity on March 30, 
1984 in the Josephine Campbell Recital Hall at the University of North 
Dakota. It is important to note that the production of "Remnants" is 
not a study of creativity, rather an analysis and evaluation on the 
performance of the play "Remnants."
"Remnants" was produced as a staged reading primarily because it 
was a work in progress. The opportunity to work with the playwright in 
the development of the script was a rare and educational experience.
A staged reading was also beneficial to Gilhousen in the revision of 
her script. One previous staged reading had been held in Los Angeles, 
California, and the playwright was in the process of making revisions 
when the North Dakota production was presented. Staged readings are 
beneficial to playwrights in helping them realize which characters 
are fully developed, if the characters are communicating as intended, 
if the dialogue is effective, and if the play's thematic purpose is 
communicated to an audience.
The main distinction between a staged reading and a full production
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is that the performers have scripts in hand and the technical aspects are 
suggested rather than fully realized. When a theatrical production is 
staged in the conventional method several support systems, such as 
lights, scenery, props, costumes, and make-up, are brought into play in 
order to create an illusion. A staged reading does not depend on these 
aspects of theatricality; rather the actresses are responsible for making 
the characters believable to the audience by vocally and emotionally 
bringing the characters to life.
Another distinction between a staged reading and a full production 
is the presence of a narrator. The narrator's function is to read the 
stage directions and suggest theatrical elements when necessary. In a 
full production the performers would act out these directions; in a 
staged reading the directions are read by the narrator, and then the 
dialogue of the characters continues.
It was educational working closely with Gilhousen and discussing 
her ideas of the play, There was great flexibility in working with the 
playwright and her script in producing the staged reading. The 
discussions with Gilhousen focused on character development, relation­
ships and thematic development rather than technical considerations, 
such as costumes, props and other technical aspects.
The play "Remnants" is about several women getting together in a 
basement and making dolls. In a full production, I would have discussed 
with Gilhousen certain aspects such as how she would visualize the 
characters being dressed, what the basement furniture would look like 
and the appearance of the dolls, Through this mutual and complimentary 
communication I developed my directorial skills and learned how to 
integrate a playwright's ideas into my directorial approach. It was
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helpful to Gilhousen to hear the dialogue in the staged reading and how 
the actresses and audience responded to the characters and the play in 
performance.
The play was recommended by one of my advisors, Suzanne Bennett, 
who had reviewed it as literary advisor for the Women's Project at the 
American Place Theatre in New York City. Bennett knew that I was 
interested in directing a play concerning women's issues and found this 
particular script appropriate. She was also aware that the Charlotte 
Danstrom Committee would likely want to include a play in the schedule 
of events for their series on Women and Creativity. The play was ideal 
for the conference because the theme clearly dealt with women and 
creativity.
Arrangements were made with the Office of Women's programs to 
incorporate the staged reading into the program. Lois Christal, Director 
of the Office of Women's Programs, outlined the objectives and background 
of the conference. The 1984 conference would be the eighth annual 
conference held at the University of North Dakota in Grand Forks, North 
Dakota, The official title would be: "Creativity: Living and Learning,"
The conference is named in memory of Charlotte Danstrom, a 1956 
business administration graduate of the University of North Dakota who 
was killed in a motorcycle accident. Danstrom was the keynote speaker 
and panel moderator for the 1977 series, "Nontraditional Careers for 
Women," and in tribute to her and her leadership in this conference on 
the development of women, the series was named after Danstrom, The 
conference focuses on:
. . . the changing status of women in their career and personal 
development. Each year the series explores a different facet
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of women and their sense of fulfillment, individuality and 
motivation. Specific subject areas have included non- 
traditional careers, life styles, wellness, life transitions, 
courage and change. The Charlotte Danstrom series has been 
an experience in self discovery and support for many women, 
and enjoys an excellent state-wide and regional reputation 
for speaking to the day-to-day life issues of women (Danstrom).
The purpose of the conference on "Women and Creativity: Living and 
Learning" was to explore a "wide range of issues relevant to women's 
creative self fulfillment" (Danstrom). In addition to the staged 
reading of "Remnants," plans were made for a diverse group of presenters 
panelists and topics to harmonize and offer participants information on 
the concept of creativity and also allow time for possible discovery and 
discussion of each woman's creative process.
The series would consist of four workshops on the following subjects 
"Creativity of Women: Breaking Through the Barriers," which focused on 
how society's teaching often does not allow women to fulfill their 
creative potential; "Managers: Creative Pacesetters"— the discussion 
of how by permitting and encouraging creativity an organization can 
succeed and grow; "The Art of Friendship"— how creativity is used to 
develop new relationships; and a panel discussion entitled "Renaissance 
Women," which consisted of six "professional" women who were to discuss 
what it means to think and to live creatively, and how they nurture their 
creativity and approach barriers to being creative.
"Remnants" was scheduled for the first evening of the conference 
following the first three workshops. A panel discussion which was to 
devote time focusing on the production took place the next day and
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featured Rebecca Monley, director of Correspondence Study at the 
University of North Dakota; Suzanne Bennett, Associate Professor of 
Theatre Arts and Regional Coordinator for Women's Projects at the 
American Place Theatre in New York City; Madelyn Camrud, television talk 
show hostess in Grand Forks; Roxanne Jensen, businesswoman in Grand Forks; 
Sheryl O'Donnell, Associate Professor of English at the University of 
North Dakota; and Gail Ramsey, a psychotherapist in Grand Forks.
The workshops held before the production were intended to help 
"awaken" the participants to think about themselves and their potential 
fulfillment in various aspects of life. My intention with the produc­
tion of "Remnants" was for the audience to identify with the characters 
in the play and through that identification motivate them to examine the 
level of creative enhancement in their own lives, It was my intention 
that through identification with the characters in the play, conference 
participants would be moved to analyze their own lives. Because the 
conference intended to deal with issues and awareness of certain aspects 
of women and creativity, the script's theme served the purpose of 
focusing on these aspects and women's responsibilities to society vs, 
individual fulfillment.
In addition to Christal's approval, production approval was gained 
from the other sponsors of the conference which included: The Office of 
the President, The Dean of Students Office, and the Division of 
Continuing Education. The sponsors indicated that a theatrical produc­
tion would provide a different medium for the conference theme on 
creativity.
The playwright's cooperation, critical for the completion of the 
production, was guaranteed. As director, I agreed to provide Gilhousen
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with a tape recording of the production plus copies of the audience 
evaluations and to pay her a nominal royalty fee of $40.00.
My procedural plan for the direction of "Remnants" was first to 
familiarize myself with the play and characters through intense reading 
and directorial analysis. Gilhousen agreed to discuss the play with me 
and provide background information on the origin of the play and 
characters. I then proceeded to further analyze the script and devise 
a rehearsal plan which would include discussions with the actresses. 
Following the production, I would analyze the audience evaluations, 
interview the actresses and perform a self evaluation on the production's 
strengths and weaknesses.
The staged reading of "Remnants" gave me the opportunity to work 
directly with the playwright. The fact the production was a staged 
reading allowed focus on the script and character analysis without having 
to give attention to technical aspects of the production. A clear 
understanding of the objectives of the Charlotte Danstrom Conference 
allowed the establishment of a directorial concept based on the script
and conference themes.
CHAPTER TWO
WORKING WITH THE PLAYWRIGHT
As David Belasco wrote, "Plays aren't written— they are made"
(Clurman 1972, p. 48). The production of a play is usually a collabora­
tive process between the director and performers. It is a rare 
opportunity when the playwright is a part of that collaborative process.
A staged reading is part of the process that leads to full productions 
of a play. The staged reading of "Remnants" gave the actors and audience 
exposure to a work in progress and myself, as the director, an opportunity 
to work with the playwright's conceptual ideas of the play.
A play is usually influenced by an idea, event or image in the 
writer's life. A major portion of my research for "Remnants" was to 
investigate and discuss the background of the play and character 
development with the playwright.
The principal communication involved numerous telephone conversa­
tions. In the course of the conversations we established a rapport 
which was mutually beneficial. Gilhousen was very open to my ideas and 
suggestions and also very free about expressing her thoughts about the 
play and characters. From my discussions with the playwright, she 
indicated what aspects of the play are autobiographical.
Gilhousen sees a part of herself in all of the characters. She 
experienced a similar "work group" of women in New York and has had 
similar relationships with women as the characters in "Remnants" have
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with each other. Gilhousen explained in our initial discussion that she 
was stimulated to write "Remnants" as a result of her experience with a 
group of women. Although she was aware of a group of women who actually 
made rag dolls, as occurs in the play, the group of women she was 
involved with helped each other with household chores. They would meet 
one night a week at one of the women's homes, each bring a sack dinner 
and then commence to work on a project at the person's house. These 
women were actually not close friends, which is also true of the 
characters in "Remnants." They were all acquainted with each other but 
were not close enough to plan a social event that would involve all of 
their families.
Kate is the main character in the play. She is also the character 
that Gilhousen most identifies with. During one conversation she 
informed me that she felt that her life was reflected through all of the 
characters but especially in the character of Kate. She mainly 
identifies with Kate's lack of self confidence and her conflict between 
a career and her family. Kate's ambivalence regarding the realization 
of her dreams and responsibilities to her family is parallel to 
Gilhousen's life. Gilhousen indicated that "having a child throws you 
off a bit" (Gilhousen 1984).
She also identifies with Kate's dream of becoming a successful 
photographer. If Kate could travel by train and photograph railroad 
stations she would fulfill her dream. At one point in Gilhousen's life 
she experienced "writer's block" and decided to take up photography.
She had always been enchanted with railroad stations and loved to 
travel by train and decided this is what she would photograph. It was 
at this point that she realized that to make a living at photography
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she would have to sell her photographs. She then returned to writing 
where she could market her plays by mail and not have to leave home.
The writing of "Remnants" became her creative outlet and allowed her to 
express her personal feelings and frustrations.
The fact that Gilhousen felt these frustrations and wrote about them 
made her think that maybe she could help someone else who was experi­
encing the same frustrations. In her writing, Gilhousen likes to express 
what people often think— but do not always say. She wants the audience 
members to be able to point a finger at the characters on stage and say, 
"I thought I was the only one that felt that way" (Gilhousen 1985).
It pleases her if her writing motivates people in the audience to 
reflect on their own lives. She describes the theme of "Remnants" as 
"unfulfilled dreams." One of her most memorable moments occured when a 
man came up to her after a reading of "Remnants" and told her how he had 
always had the dream of starting a business but never did. After seeing 
the characters in her play and sensing their frustrations, he was 
inspired to try and start the business.
Conversations with Gilhousen allowed me to establish a strong 
directorial concept. Gilhousen was very informative and supplied 
sufficient background on the characters so that I could further obtain 
the flavor of character development and reinforce the dramatic expres­
sion in "Remnants" and also grasp the close personal tie she had with 
the play.
Harold Clurman's statement sums up the benefits of the conversations 
with Gilhousen, "These remarks may reveal facets of the script the 
director did not immediately apprehend. He will often learn as much 
from what he discerns through such personal contact with the playwright's
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attitude as he has from the playwright's specific explanations. His 
observation of the playwright's general cast of thought may possibly 
become a factor in the eventual treatment of the script" (Clurman 
1972, p. 48).
Through our conversations, I was able to obtain a clearer focus of 
the origin of "Remnants" and develop a strong director/playwright 
relationship. I was able to sense Gilhousen's personal and professional 
frustrations and relate that understanding to the characters in the 
play. Gilhousen's information was helpful in identifying characteris­
tics that would assist me in directing the actresses in terms of 
character development and motivation. It occurred to me that Abra, who 
is the successful, confident entrepreneur in the play, may well be the 
woman that many women, including Gilhousen, may dream to become.
It was essential to communicate Gilhousen's ideas to the actresses 
in the production to help them develop a clear understanding of the 
characters. It became a challenge to utilize my directing skills to 
assist the actresses in bringing out the characteristics that Judith 
described to me without telling them what the characters should be.
I was fortunate to work with a playwright who was so willing to 
communicate and express her ideas. As Harold Clurman stated, "the 
playwright is the director's closest collaborator" (Clurman 1972, 
p . 41) .
The relationship that developed between the director and playwright 
in the staged reading of "Remnants" resulted in benefits for both 
Gilhousen and myself. I obtained knowledge on the background of the 
playwright, the origin of the script, and an analysis of the 
development of the characters. Gilhousen obtained audience responses
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to the script by receiving a tape of the production and audience 
evaluations. The director rarely has the opportunity to work directly 
with the playwright in the production of a play, and fortunately I 
gained a lot of insight and knowledge of the script through working 
with Gilhousen.
CHAPTER THREE
ANALYSIS OF THE SCRIPT
In the script analysis of "Remnants," I focused on the following 
aspects of the play: plot, theme, characterization and dialogue. The 
analysis is essential for a staged reading in order to develop strong 
characterizations and enhance dramatic qualities, since physical 
movement and the blocking are very limited.
The play "Remnants" is an original two-act play based on a 
sensitive and humorous look at four women— Kate, Liz, Grace and 
Barbara. These women are seeking fulfillment in their lives by starting 
a business of making dolls and selling them. They have designed 
the dolls themselves and meet several times a week in Kate's basement 
to construct them.
The play opens the day that Abra, an entrepreneur from California, 
is coming to examine their product. A conflict arises when Abra offers 
them the opportunity to mass produce their dolls and gain financial 
sucess. It is at this point that the conflicts between personal and 
professional needs and goals are revealed.
Gilhousen's plot follows a traditional dramatic structure. Act I 
provides expositional information on the characters and situations.
In addition, relationships develop and conflicts are established. In 
Act II, the conflict is heightened and the climax of the play occurs 
when Abra offers to mass produce the dolls. The conflict is resolved
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at the end of Act II when the women decide not to accept Abra's offer.
The dramatic question for the audience is to decide whether the 
characters will define and pursue their individual and personal dreams 
or continue making dolls together. It is not certain at the end of the 
play what will happen to the characters.
Gilhousen writes in a way that combines both comedy and tragedy.
It is important to her that even in the midst of conflict her characters 
maintain a sense of humor. The play's orchestration consists of dialogue 
between two characters and among several characters as well as individual 
monologues. Each character also has her own entrance, which combined 
with her monologue reveals several characteristics about the character 
and gives the audience an opportunity to focus their attention to 
individual characters for a certain period of time. For example, the 
following is written in the script referring to Barbara's entrance:
KATE: Barbara! Door's open! (From off, sound of door
opening and closing, Barbara enters down steps carrying a 
shopping bag that contains dolls and a bottle of wine. She 
wears a new and rather outlandish outfit.)
BARBARA: Ta-Da! (She descends steps, burlesquing a high 
fashion model, and sings:) "A pretty girl is like a melody, 
that haunts you night and day . . . "  (Gilhousen Act I, 
pp. 24-25).
The theme evolves from the overall "feeling" or basic recurring idea 
or topic within the play and is referred to as the through line. In 
"Remnants," the through line concerns the unhappiness and frustration 
these women have experienced. My directorial theme was closely related
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to that which was expressed by Gilhousen— "frustrations of unfulfilled 
dreams." This theme provided the primary focus for the production and 
my direction. "Remnants" depicts and illustrates characters who are 
seeking fulfillment. My intention was to project the lack of fulfill­
ment of the characters to the audience so that audience members would 
examine their own lives.
In order to have a successful production it was necessary to focus 
on the attitudes of the characters and understand why they feel the way 
they do. In order to better understand these frustrations and be able 
to communicate that information to the actresses it was necessary for me 
to reflect on the topic of women and creativity.
Women often face several barriers in realizing creative fulfill­
ment. "Their historic role as self-abnegating beings, mothering and 
nurturing other's egos rather than their own, militates against the 
growth of those more wayward and individualistic desires and the bold 
imagination required to finish the work of art which can then be shared" 
(Todd 1984, p. 9). It is not uncommon for women to suffer frustrations 
and often have trouble in finding their own creative fulfillment. There 
are certain roles they feel the need to fulfill outside of their own 
lives, namely those roles of daughter, mother and wife. At times the 
conflict of playing those roles interferes with pursuing personal ful­
fillment. They are so busy making everyone else happy they repress their 
personal needs.
It is important to recognize that each one of the characters in 
"Remnants" are not as unfulfilled or uncreative as they may think they 
are. All of them are experiencing creative endeavors which gives an 
effective subliminal message to the audience.
16
which the women are all experiencing by seeking fulfillment.
Most of the characters in "Remnants" reflect a sublimation of self 
in the performance of sex-related roles. Their goal is not to seek 
personal fulfillment, rather to get together and enjoy themselves.
This goal is apparent in Liz's statement, prior to Abra's arrival.
Grace is pushing the women to finish the dolls quickly and Liz states:
LIZ: . . . when we started out making dolls, the idea was to 
get together, have a few laughs. . . the idea was to have fun, 
to have a few laughs, and guess what, I am not laughing. 
(Gilhousen Act I, p. 24)
The conflict in the play arises ironically when the women are faced 
with the prospect of financial success in the doll making business. It 
is at this point that they begin to analyze what they really want to 
make of their lives.
In working with the actresses, I discussed individually with them 
how they personally woudl react to this decision and then what motivated 
their characters to react as they did. Also included in these discus­
sions were allusions to Judith's description of the characters. It was 
important for the actresses to experience their own creative process, 
and I did not want to dictate but rather form an interactive outlet for 
the actresses.
At the first read through I asked each actress to imagine the life 
story of her character, i.e., childhood experiences, how she met her 
spouse, how she met the other characters in the play, etc. This 
information helped to develop the emotional make up of the character.
In order to analyze the psychological aspects of the characters
17
it was necessary to define the character's objective or goal in the 
script. The objective is determined by analyzing what the character 
"wants" in the play. For example, when Barbara must decide whether to 
stay in the potentially successful doll business or stay home alone 
during the day her objective is discovered— the doll business would give 
her the opportunity to get away from home and escape her problems.
I also asked the actresses to determine the "will" of their 
characters. After the objectives were clear it was necessary to 
determine how purposeful each character is in approaching her objective.
In order for the characters to be believable it was important to 
combine and closely define the external characteristics with the pre­
viously defined emotional and psychological characteristics. I asked 
the actresses to analyze the outward appearance of their characters, 
i.e., how the character dressed, talked and walked.
In combining emotional, psychological and physical characterizations 
the actresses could identify specific attitudes which would help estab­
lish character relationships. Analysis of the dialogue is also helpful 
in identifying relationships between characters.
Dialogue is the conversation held between two or more characters 
and is what keeps the play flowing. The purpose of the dialogue is 
always the same— "to seek response in another person as we do in real 
life" (Hodge 1982, p. 28).
To determine the characters use of dialogue I had the actresses 
analyze the following elements: word choice, phrase choice, dialect 
choice and the sound of the dialogue. All of the characters in "Remnants" 
have distinct dialogue characteristics. The character of Barbara often 
is humorous and sarcastic, which is evident in the following monologue:
18
BARBARA: Sure, when Rick comes home tonight, I'll say, "Honey,
guess what I did today, I bought another Cacharel shirt and 
then after I did that, I mortgaged the house. Listen Rick, 
the reason I mortgaged the house is because me and my girl­
friends, we want to make dolls." Oh he's gonna love it. 
(Gilhousen Act II, p. 30)
In "Remnants," some of the characters' dialogue contained swearing. 
The amount of profanity may seem unusual for women in traditional roles 
so it was important to discuss the use of profanity and how it would 
affect each character. I asked the actresses to identify why their 
character chose to swear or not, and if not how the swearing would 
effect their character.
Once the character and dialogue analyses were complete I was able 
to combine the plot and structure analyses. The hard work and analyses 
by the actresses was crucial in making the characters in "Remnants" 
believable and to develop a clearly defined theme.
CHAPTER FOUR
DIRECTORIAL CONCEPT AND PRODUCTION PROCESS
One of the first requirements for having a successful production 
was to take into consideration the exclusivity of the audience members 
and to find an intimate environment conducive for the production. It 
was also necessary to develop a directorial concept which would inter­
relate with my script analysis to clarify the play's theme and make the 
characters and relationships believable. In order to obtain my goal it 
was necessary to integrate the analytical and conceptual elements and 
utilize them in an organized rehearsal period.
The environment would influence the way I would implement my 
directorial concept. One of the first considerations was the location 
and the production environment available. For the ideal performer/ 
audience relationship to be established the auditorium should have an 
intimate atmosphere.
The Josephine Campbell Recital Hall in the Hughes Fine Arts 
Building was chosen as the location for the production because of the 
intimate atmosphere it provides. The steep raking of the seats helps 
to draw the audience into the stage. Not only was the seating conducive 
but there was appropriate furniture available and conveniently located 
light and sound equipment. The stage was open at both ends which made 
viewing of all the characters on the stage easy and allowed for an 
intimate setting appropriate for the realism of the play.
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In my original description of the play for the conference brochure,
I called it "a sensitive and humorous look at five women who seek 
fulfillment in their lives through a business involving the production 
of a unique craft" (Danstrom). The tone 1 desired to set would integrate 
the humorous and sensitive sides of all these women. I sought to 
emphasize the comedy in the play, so the serious moments would contrast 
and be effective in motivating the audience's emotions.
The tone of the production was derived from the juxtaposition of 
the moods established in the play. The discontinuity of moods made the 
characters more colorful and interesting, and also helped establish 
character relationships. An example of a mood shift in "Remnants" is 
the following dialogue in Act II when Abra is discussing the financial 
agreements and logistics of mass producing the dolls. Barbara, who is 
a bit tipsy at this point in the play, interrupts the conversation and 
creates a mood change.
ABRA: Yes. Look, I'm not going to kid you. They'll be some 
work, some hard work and long hours. In the beginning, maybe 
you'll have to work on the weekends. But the payoff . . . 
the payoff, believe me, it's all worth it.
BARBARA: (Has put on Snow White mask, carries wand with star
on end of it, and sings the Disney tune:) "Some. . . day, 
my prince will come. Some. . . day, my . . ." (Gilhousen 
Act II, p. 25)
The strong contrast between Abra's factual statements and Barbara's 
drunken state is an abrupt mood change and a very effective way to 
motivate the audience to sympathize with Barbara.
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A mood change usually comes at a break in the dramatic action, i.e., 
a break in the action or a dramatic unit. These units help to determine 
tempo changes, define the play's originality and assist in pin-pointing 
transitions in action which hold the audience's attention.
The tempo variations in the script helped to emphasize the comic 
elements and a fast pace was generally needed to sharpen the effect of 
the humor. There were several short exchanges between characters in the 
play which proved to be humorous when timed correctly. The following 
unit is an example of a short dialogue between the characters of Kate, 
Grace, Barbara and Liz. I chose to direct it at a fast pace or the 
play-on-words would not have the proper comic effect.
KATE: She was buying all that cheap generic stuff that they
don't put brand names on.
GRACE: The ketchup's no good.
BARBARA: I heard she looks awful.
KATE: Yeah, well, she ah . . .
GRACE: The ketchup is runny.
KATE: I mean, what can you expect? She's been through a lot.
LIZ: I hope she wasn't buying ketchup.
GRACE: No, it's runny. It's drippy. (Gilhousen Act I, p. 35)
In my directorial concept for the staged reading it was also 
important to incorporate stage directions into the production. Stage 
directions are often as important for playwrights as the dialogue they 
have written. This is especially true for a staged reading. Most 
playwrights when writing a play imagine how the finished product will 
look in performance. "The conception of the play and characters are
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often revealed in the stage directions in their plays" (Gottlieb 1980, 
p. 224).
Gilhousen has very descriptive stage directions, and it was 
necessary to go through the script and decide which directions I could 
incorporate into the set and characters and which directions needed to 
be read by the narrator. I decided to have the directions regarding 
properties and major physical business read and the actresses act out 
any facial or vocal expressions. For example the following was written 
describing Grace's entrance:
KATE: Come in!
GRACE: (She comes down steps with two full shopping bags.
She is aghast at the state of the messy room). Kate.
(Gilhousen Act I, p. 10)
It would be impossible for the actress portraying Grace to carry 
two full shopping bags plus her script. Also the description of her 
coming down the stairs helps to reinforce to the audience that the 
women are working in a basement. On the other hand, Grace's reaction 
to the room could easily be executed by the actress and is necessary 
to help define her characterization.
In order to enhance the theatricality of the production it was 
necessary to incorporate some movement into the production. I devised 
a theatrical setting that was functional and would allow easy movement 
for the actresses. The set consisted of a sofa, an easy chair and a 
round table in the center of the stage with two chairs. Fabric remnants, 
toys and magazines were scattered around the set to suggest the dis­
organization and disarray of the basement. To make it clear to the
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audience of my intent for the set I had the following stage directions 
read by the narrator at the opening of Act I:
(The play takes place in Kate's basement rec room. Toys are 
spread out all over the room which is furnished shabbily.
The set suggests that there are so many toys, cardboard boxes 
and fabric remnants thrown around that it is almost impossible 
to walk through the room.) (Gilhousen Act I, p. 1)
Lighting was used to signal the opening and closing of the action 
for each act. The pre-show and intermission music was from Sousa's 
marches. The playwright suggested this music in the script and it 
proved to be appropriate music and provided a regimental counter-point 
to the uncertainty of the characters' lives.
The actresses supplied their own costumes to suggest the characters 
they were portraying. We discussed how they visualized their characters, 
and I incorporated those ideas with Gilhousen's and my own and the 
actresses dressed accordingly.
After discussions with Gilhousen and my own analysis I was aware 
of the qualities I was looking for in the actresses. The play was cast 
without auditions and from among actresses whom I thought would be 
appropriate. Kate is the major character in the play and I began by 
casting that role first, then proceeded to cast the other roles. I 
selected a male narrator in order to create a contrast with the female 
characters in the play. The actresses were very experienced, and I 
was familiar with their work on the stage and aware of their individual 
strengths and weaknesses.
The cast read the play thoroughly before rehearsals began. I
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wanted the cast to focus on developing clear ideas about their character­
ization and begin to define how they could connect on a personal basis 
to the characters they would be portraying.
Since there were so few rehearsals, I set very clear objectives to 
accomplish at each rehearsal. The first rehearsal involved a read 
through of the play and a discussion of its impact and relevance to the 
Charlotte Danstrom Conference. During the read through, I wanted the 
actresses to become accustomed to each others' vocal and facial char­
acteristics and begin to listen to each other. I wanted to make my 
vision of the play very clear at this initial meeting so the actresses 
could then focus on this concept. I only occasionally interjected 
comments, and I allowed the actresses to experiment with the characters. 
At the end of the read through I held a brief character discussion so 
each actress would have the opportunity to share her perceptions about 
the character she was portraying.
The second and third rehearsals focused on characterization and 
blocking. In these rehearsals the actresses familiarized themselves 
with the set and developed motivations for movement. Blocking was kept 
minimal and allowed for experimentation with script in hand. I wanted 
to let the actresses "find" physical characterizations through a certain 
amount of improvisation. It was important at this point to begin to set 
energy levels and distinguish the tempos and moods of the units. Often 
in a staged reading the actresses depend too heavily on their scripts.
I wanted to avoid this and stressed as much non-dependence on their 
scripts as possible and encouraged them to become familiar with their 
lines. This would not only help them connect with the other characters 
but also react to the dialogue taking place around them.
25
At this phase in the rehearsal process, individual discussions were 
held with each actress to stabilize characterization. Rehearsal four 
stressed the projection of characterization and further development of 
relationships between characters. In addition, attention was paid in 
this rehearsal to the tempo, rhythm and units of the play. I also 
added the narrator so that the actresses could begin to concentrate on 
character relationships and maintain those connections during the staged 
reading.
In rehearsal five I focused on the external qualities of the 
characters. By this time the actresses had a clear picture of charac­
terization both psychologically and emotionally. Additions of vocal 
and physical characteristics at this point helped to make the characters 
more believable to the audience.
I treated rehearsal six as a final dress rehearsal. Costumes, 
lights and music were added and any corrections or changes were given 
with notes at the end of the rehearsal.
The development of a strong directorial concept combined with an 
organized rehearsal process was needed to make "Remnants" a realistic 
and believable production. The proper atmosphere and clear script 
analysis aided the implementation of the concept and process, which 




The ephemeral quality of each theatrical performance makes it 
difficult to judge evaluations of a production— particularly audience 
evaluations. There is a tendency for audience evaluations to be very 
subjective or non-commital for a variety of reasons. The audience 
reception for the production of "Remnants" was enthusiastic. There was 
long and continuous applause after the production and geniune enthusiasm 
was expressed to myself and the cast from members of the audience.
To assist in the assessment of the production of "Remnants" in 
terms of its effectiveness, post-performance evaluations consisted of 
the following materials: written audience evaluations, actress inter­
views and a self-evaluation which includes my views on the strengths 
and weaknesses of the production.
In addition, the panel discussion closing the Charlotte Danstrom 
Conference provided some insights on the production. However, due to 
heated debate concerning other issues, time allowed for discussion of 
the production vels very limited.
Included in the Appendix is a copy of the evaluation form distrib­
uted to the participants. In tabulating results it is important to 
remember that this was a very specialized audience. The majority of 
those attending were women, and all the written evaluations received 
were from participants in the conference.
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Since my production objectives were geared toward the conference 
participants, their responses were valuable to help judge the success 
of the production. Out of the ninety-nine people attending the 
conference, I received twenty evaluation forms. Therefore, the results 
tabulated from the evaluation forms comprise the opinions of approx­
imately twenty percent of the audience.
I was most interested in how well I communicated the theme to the 
audience; therefore the first question concerned the theme of the play: 
"Do you think the production of "Remnants" had a signigicant reference 
to women and creativity"? Eighteen people agreed, one disagreed and 
one had no comment. In analyzing the comments of the people that agreed 
I was able to identify key words and concerns. The major concerns 
appeared to be in the categories of fear, anxiety and unfulfillment, 
and some of their particular comments were:
"I thought the production showed a lot of insight into the fears 
and other barriers that prevent women from taking the risks to be 
themselves."
"It was women expressing every fear, anxiety, dream and self- 
imposed restriction felt by women everywhere."
"Each woman had her own experiences and background in which she 
needed to be creative."
"A bunch of women trying to use their creativity and trying to 
market it."
The participant who disagreed did not given any explanation. The 
second question on the evaluation asked: "Which of the characters did 
you identify with and why"? Of those evaluating, one person did not 
identify with any of the characters and did not give any explanatory
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comments. One person responded, "a little of me is in each one of the 
characters." In addition to this person, ten people identified with 
Kate and gave reasons that they identified with her disorganization, 
career frustrations, and education. Comments included:
"Because of her problems with making decisions."
"Frustrated— not knowing what to do with her situation, not enough 
time."
"The disorganized feeling— the guilt of having goals— the guilt of 
not having the gumption to go after them— looking for responsibilities 
I can use as excuses."
"I'm considering when and where I go from here— a homemaker back 
into the job market."
"Her career desires conflicted with family obligations."
"Partly because she had an education, but wasn't using it in any 
visible sense."
"Kate wasn't happy with her life so far."
"I'm in her position."
"She's artistic and creative; a bit scatterbrained, vivacious and 
fun to be with."
It was apparent that the audience identified with Liz's character 
in a positive way. The most frequently recognized qualities Liz 
possessed were those of being a good listener and being supportive to 
her friends. Six respondents identified with the character of Liz 
and gave the following comments:
"Introspective, more quiet than Kate, but very strong, making firm 
decisions with fanfare."
"Good listener, concerned and serious."
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"[I] feel, that like her, [I] try to understand and help others 
solve their problems."
"I loved the fact that she expressed her feelings and beliefs with 
such wit. She had perspective."
"Practical, look before you leap type."
Two respondents identified with Grace and one person elaborated:
"[She's] caught in the web of organization, order and shoulds and 
afraid to step out and take a risk."
The third question asked was: "Which of the characters did you 
sympathize with and why"? Some of the respondents identified with 
more than one character so there are more than twenty responses to this 
question.
Two people sympathized with all the characters and the following 
comment was given by one of these respondents:
"I sympathized with each of them for they all had frustrations and 
need support and affirmation."
One person did not sympathize with any of the characters and did 
not give any explanation. The greatest number of respondents sympathized 
with the character of Barbara, with comments referring to her being torn 
between her family and her own happiness:
"She felt an obligation to her young children yet needed self 
fulfillment."
"Because she was tom between her husband and children and wanting 
to work outside the home."
"She had a 'tough row to hoe' for a few years at least— or maybe 
many years of unhappiness."
"She seemed almost 'blocked in' by her situation. I felt compassion
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for her."
"She was relying on her husband's provisions and security for her—  
probably had little choice. Could not do her 'own' thing. She pretended 
she was happy but really wasn't."
One person obviously not only sympathized but strongly identified 
with the character of Barbara and commented:
"Why does everything get so screwed up when I'm doing everything 
right, aren't I"?
Five respondents sympathized with Grace, mainly because she didn't 
appear to have any skills to depend on and needed self fulfillment:
"Feeling life was going by and grabbing for straws— what she 
believed was her last chance."
"She was feeling so stuck trying to find herself and develop 
skills."
"[She] was so traditional and so 'caught' by her internal rules. She 
was most excited about the business and had the most to lose if they 
didn't make it."
"She had so little confidence in her abilities."
"I don't think she will ever get her act together."
"A bit fussy and nervous type with a good heart."
Three people sympathized with Kate and commented:
"I saw many of my own excuses and avoidances."
"She had to face the problems and couldn't find the way."
With questions four and five I was trying to determine what feelings 
the audience had about themselves and the characters in the play at the 
end of the production. I did not want to lead the evaluators toward the 
theme of looking for fulfillment so I asked, "Do you think the women in
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the play will pursue their individual careers"? One person did not feel 
any of them would pursue a career and gave the reason, "too many barriers 
to overcome." One person thought that "probably everyone except Kate" 
would pursue a career. Several people gave very vague answers of "some 
will" without any names mentioned.
The character receiving the largest number of votes of confidence 
was Liz. Thirteen respondents were definitely positive that Liz would 
pursue her career, but there were no supporting comments explaining why 
they were so positive.
As for the character of Kate, four people thought that Kate would 
pursue a career, five thought maybe and one definitely felt she would 
not and added the comment, "Kate will continue to escape having to take 
the risk."
Four people thought Barbara would pursue a career and one person 
added, "but after a crisis." Another person did not think Barbara would 
succeed in a career but did not explain her answer.
The character of Grace had the largest tabulation of negative votes. 
Six people did not think she would pursue a career and gave the following 
comments:
"Grace, I feel didn't have the motivation to go ahead."
"Grace will probably keep on doing volunteer work."
Three people thought Grace would pursue a career but did not give 
explanations. One person thought there was a possibility for Grace "if 
she got together with a more ambitious group."
Question five asked, "Did you leave the play with a certain 
feeling"? Everyone evaluated responsed positively except one person 
who commented, "I could not relate to the characters although the
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premise of the play had possibilities." Of those that felt positive 
after the play they described their feelings with the following comments:
"I was wondering about the many women in the world who found them­
selves in the same dilemma of searching for their identity and searching 
for creativity."
"I felt happy that it ended with two women affirming one another 
and offering hope."
"I enjoyed the humorous and realistic aspects of the play."
"A feeling of frustration— when trying to take a step out, yet 
maybe with planning it is possible!"
"Pleasure! It was such a joy to see 'common' women's experiences 
portrayed with such insight and such skill."
"A great empathy for the feelings of being trapped and the courage 
and insight it takes to escape."
"Depressed that women limit their options, but encouraged that 
some will become fulfilled— hopeful that the others will."
"I know I've said every line in the play sometime. I know I have."
"[I felt] pensive— about all the pushes and pulls in a woman's 
life."
"Friendship is important— we need different people with different 
traits in our lives. We can be creative in our way. The doll produc­
tion would have forced each one to do something they didn't really want 
to do— only for monetary purposes."
"It had been well written with good lines. I was impressed at how 
professionally excellent the performances were."
As for my last question I asked for any other comments. Several 
of the comments I received pertained to the acting:
33
"I thought the play was quite fluid in presentation and the acting 
was very good."
"The play seemed shallow with no character depth."
Several comments related to specific characters:
"I particularly enjoyed Barbara's performance— she was exceedingly 
convincing and seemed to enjoy the part."
"Abra is really insensitive. Doesn't she remember how it was with 
her when she began? How can she expect these four to be where she is 
when she's had 8 years in the business scene."
"I enjoyed the play. Thanks! My emotions were called into the 
play continuously and I identified with all at various times."
Those comments that related to the production and theme include:
"Excellent, excellent, excellent. It was totally exhausting to 
look in the mirror that long, but it was also a healing and growing."
"If we can't laugh at ourselves once in awhile we're missing a lot 
in life."
Comments that pertained to the conference include:
"It was well done and interesting and [a] fun addition to the 
conference."
"Added much to the conference. I hope the production goes on to 
bigger theaters throughout the country."
Several of the participants were offended by some of the language 
in the play and gave the following comments:
"I enjoyed the play and felt the acting was excellent. I do believe 
that it would have been just as effective without the profanity— to me 
that detracts from rather than emphasizing the plot."
"The English language is a beautiful language. Is it always
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necessary to abuse it? . . . There are plenty of expressions to use and 
express disgust, etc."
"The inappropriate language contributed nothing to the experience. 
The shock value passed quickly and it became a distraction."
From the comments received from the members on the conference 
evaluation forms it was clear that my goal of getting the audience 
involved and empathizing with the characters in the production was 
accomplished. In addition to the written evaluation forms I also 
received several unsolicited comments.
One response came in the form of a letter from Zena Beth McGlashan, 
an associate professor in the Journalism Department at the University of 
North Dakota. In her letter she commented:
"I sat with three women from Thief River Falls at the Danstrom 
Conference luncheon on Saturday and they just raved about the 
production. We all agreed we could have just sat down and 
watched it a second time. Each of us has had a time in her 
life when we were trying to make 'a little extra' in the 
context of the home, so the play struck such familiar chords. 
And the staging was delightful."
The objective of the production was to motivate the audience to 
examine their own lives after being exposed to the frustrations of the 
characters. To get this across it was necessary to work with the 
actresses in the play so they would have a clear knowledge of their 
characters and the play as a whole. Therefore, before I proceeded with a 
self evaluation I interviewed all of the actresses. In the interviews 
I focused on asking them questions concerning their characters and how
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they felt about the experience of being in the production.
The actress portraying Kate explained that she made several asso­
ciations with the character of Kate and her sister. A lot of Kate's 
lines were quotes similar to what she had heard from her sister. She 
could not identify with Kate's lack of accomplishments because personally 
she is at a different level of achievement.
The actress used the knowledge and understanding of her sister's 
frustrations to identify with the character of Kate. The actress felt 
that because she was close to the age of Kate and had herself experi­
enced similar personal frustrations, she could identify with the 
character.
The actress portraying Barbara felt that she really grew personally 
from the production of "Remnants." She possess several characteristics 
similar to Barbara, i.e., a boyfriend who wasn't loyal, an obsession 
for clothes and at times drinking to forget her problems. After seeing 
herself in the character of Barbara, she realized she did not like the 
way her life was progressing. This actress was ten years younger than 
Barbara but this did not create a problem in identifying with the 
character. In fact the actress found this was helpful personally because 
she could visualize how her life would possibly be in ten years if she 
did not have the courage to make the appropriate changes.
The actress portraying Liz had a bit of a problem identifying with 
her character. She explained that she was recently divorced and since 
her divorce she had gone through many personal changes. For instance, 
she has become successful at a career and has become very independent. 
There was one line in the script she particularly had difficulty 
understanding:
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"If we sold any dolls we were going to take the guys out 
to dinner, a 'big night on the town'." (Gilhousen Act I, p.
24)
She said that it was hard for her to personally understand why Liz 
would make that comment. She felt it contradicted Liz's intelligence 
and self-worth. The experience was beneficial for the actress because 
she felt like she used to be a lot like Liz but realized she has grown 
much more independent. Portraying Liz helped her to realize how much 
she had personally succeeded since her divorce.
The actress portraying Grace was twenty years younger than the 
character but she could relate to the character through past experiences. 
She recently decided after the birth of her child to return to Graduate 
School. She felt that raising a child and preparing for a career in 
Graduate School helped her to identify with Grace. The actress was 
apprehensive about returning to school, partially because she had not 
been in school for so long and partly because she would be older than the 
other students. Returning to school was a transition for the actress 
portraying Grace, and Grace also was experiencing a transition. They 
were both at a period where they needed to succeed and felt that they 
needed to find a job in which they could obtain fulfillment.
The actress explained that being in the production was a personal 
growing experience for her. She realized that she is not isolated in 
feeling frustrations between her career and family and it is possible to 
overcome that frustration. The actress throught she benefitted by 
participating in the production. She explained it was a good growing 
experience and she now knows she's not alone when she feels frustrations 
between her career and family.
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There was a substantial age difference between the actress portray­
ing Abra and the character of Abra. The actress had trouble identifying 
with Abra and did not feel good about her performance. She could not 
relate well to the character and thought this was because of her lack 
of identify with the character's life. For instance, she thought that 
Abra was very "people oriented" but as soon as a personal conversation 
would begin to develop she would switch right back to business.
From the audience and actress evaluations, I could analyze the 
strengths and weaknesses of the production. As for characters, it was 
obvious that Abra was the most vaguely written and ambiguous character.
As a director I cast an actress who was considerably younger and lacked 
life experiences similar to those of the character. This not only was 
detrimental to the actress' performance but also for the audience. From 
the results of the written evaluations the audience did not significantly 
identify or sympathize with Abra. An actress who had agreed to portray 
Kate had made another obligation and it was necessary to re-cast the 
play. The second cast was much stronger than the first would have been, 
but in accommodating a new actress, unfortunately I mis-cast the charac­
ter of Abra.
The other problems I experienced were minimal and were worked out 
in the rehearsal process. Originally the actresses' movement was very 
minimal. Stage directions were read for props identification and 
physicalizations, and the actresses performed facial and vocal charac­
teristics. This resulted in a rather stagnant production.
At the suggestion of my production advisor, Suzanne Bennett, I 
added more movement for the actresses. I re-blocked the movements and 
also deleted several read stage directions. This resulted in a much
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more visually interesting production and the characters began to "come 
to life" after they attained more freedom to move.
I believe there are weaknesses in the script, which the production 
was not able to overcome. There are a lot of unanswered questions in 
the script concerning the relationships between the women. It is not 
necessary to have a detailed description of how the acquaintances were 
formed but dialogue about how the relationships originated, particularly 
that between Kate and Liz, would have added depth to character develop­
ment. The dialogue between Kate and Liz is the least stimulating of 
all the characters because it does not help to develop their relation­
ship or further the plot. The lack of dramatic action at the end of 
the play is disappointing. The play is building toward the women 
making a revelation or decision, and instead Kate and Liz decide to go 
grocery shopping. Because of the lack of dramatic action at these 
points the audience could lose interest in the play. If audience 
interest lessens, the play loses impact.
However, there are several strengths in the script. All the char­
acters can be identified with and the women are represented on different 
social and economic levels. They had all "carved out" their place in 
life and that helps to make them all have unique characterizations and 
a strong sense of individuality.
The theme of the play is very clear and the dialogue is colorful 
and realistic. Gilhousen smoothly handles the transitions between the 
serious and comic moments in the script. The dialogue and transitions 
are what help to keep the play interesting and realistic. The charac­
ters do not have a self-pitying attitude, rather they have courage and 
are attempting to do something with their lives.
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The play was appropriate for the audience. Part of what made the 
play successful is that a high percentage of the white, middle class, 
and mainly rural audience is represented in "Remnants." Because of the 
diversity of characters, there is a higher possibility that the audience 
members would strongly identify with one or more of the characters in 
the play.
From the evaluations of all involved with the play, I was able to 
determine that I had indeed met my production goal. Through discussions 
with Gilhousen, a precise script analysis, a clear directorial concept 
and a good relationship with the actresses I was able to accomplish my 
objective. The production of "Remnants" allowed the conference 
participants to realize the importance and need for creative enhancement 
and endeavors. By seeing qualities of themselves in the characters in 
the play they can better understand the ways to achieve fulfillment in 
themselves.
In this thesis I have discussed the research, analysis, directorial 
concept, rehearsal process and evaluations of the production of 
"Remnants," held in conjunction with the 1984 Charlotte Danstrom 
Conference. It should be noted that in researching this project and 
play, I discovered there are many studies that need to be done on the 
depiction of women and creativity, how dramatic literature deals with 




1984 Charlotte Danstrom Conference 
Evaluation Form 
"REMNANTS"
1. Do you think the production of "Remnants" had a significant reference 
to Women and Creativity?
2. Which of the characters did you identify with and why?
3. Which of the characters did you sympathize with and why?
4. Do you think the women in the play will pursue their individual 
careers?
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sion, and the continuing work of her life is to try to live 
sreatively.
Roxanne Jensen owns and operates the Ambassador Motel 
and Abigail’s Attic and is president of the Greater Grand 
Forks Convention and Visitors Bureau Board. She received 
her M.A. in American Literature and closely studied the 
works of the North Dakota author, Lois Phillip Hudson.
Sandra Modisett is director of the Division of Recreation 
and is an associate professor in the Department of Health, 
Physical Education and Recreation at the University of 
North Dakota.
Rebecca Monley is director of Correspondence Study at 
the University of North Dakota. She is interested in 
developing her own creativity and in fostering the 
creativity of others.
Sheryl O'Donnell is an associate professor of English at 
the University of North Dakota. She co-edited Menopause: 
An Interdisciplinary Perspective (University of Texas 
Press, 1982). She has written several articles on women 
and education.
Gail Ramsey is a psycho-therapist at Northeast Human 
Service Center, Grand Forks. Her creative projects have 
consisted of music composition, watercolor, batik, monr 
prints, oil painting and writing (poems and short storie 
She is currently collecting research material on the life ui 
a 14th Century female writer, Christine de Pisan.
IN MEMORY
Charlotte (Klugherz) Danstrom, a 1956 business administra­
tion graduate of the University of North Dakota was the 
keynote speaker and panel moderator for the conference 
on “Non-traditional Careers for Women” in March-April 
1977. A dynamic, delightful woman, she achieved success 
in the business world after raising three children. She was 
executive director of a large shopping center in Skokie, Il­
linois, and had just started her own marketing firm, Char- 
dan Marketing, when she was killed in a motorcycle acci­
dent. In tribute to her and her leadership in the first of our 
conferences on the development of women,, this series has 
been named after Charlotte.
THE CHARLOTTE DANSTROM 
ADVISORY COMMITTEE
Lois Christal, Co-Chair; Rebecca Monley, Co-Chair; Dawn 
Botsford, Diane Helgeson, Zena Beth McGlashan, Marc 
Olson, Judy Sannes, and Cynthia Bates Schaefer.
SPONSORED BY
UNIVERSITY OF NORTH DAKOTA 
Office of the President 
Office of Women’s Programs 
Dean of Students Office 
Division of Continuing Education
FEES AND REGISTRATION
The primary funding for this conference is provided by the 
Office of the President at the University of North Dakota. 
Therefore, the conference is being offered at a minimal 
charge to the participants. The fee is $20 for all par­
ticipants. We have included a coupon in this brochure for 
your convenience in preregistering.
A full refund of the fee will be made if the registration is 
cancelled one week in advance, not accepted, or if the con­
ference is not held. The University reserves the right to 
cancel the conference if deemed necessary. Only those 
preregistered will be notified.




premiere staged reading 
by Judith Gilhousen 
irected by Julie Stroop
larch 30
:00 p.m.
Josephine Campbell Recital Hall 
Hughes Fine Arts Center
Reception following at J .  Lloyd Stone Alumni House 
A d m ission  $ 2 .0 0  — Public Invited
\RBARA BYRNE is an Assistant Professor of Theatre Arts here 
t UND. Besides teaching courses in child drama and acting, 
le has appeared in Charley's Aunt, South Pacific, and the 
arid premiere of The Dreadful Dining Car, and in the Play- 
eader's Guild productions of Zia and The Dining Room. For 
urtness Theatre she directed The Snow Queen and A Toby Show 
nd currently is directing Tennessee William's Summer and 
moke, which runs April 11-15 in Burtness Theatre.
ATRICIA LAZARUS is the Public Relations Coordinator for 
reater Grand Forks Community Theatre, and is also teaching 
wo sections of English Composition at UND. Originally from 
ochester, New York, she has appeared in the Burtness Theatre 
roductions of Getting Out, Gemini and Lemon Sky, and the 
layreader's Guild productions of The Dining Room and Women 
ehind Bars.
ENISE HEIMAN has a B.A. degree in Theatre and Speech Educa- 
ion from Northwestern College in Orange City, Iowas and is 
urrently a graduate student in Theatre Arts at UND. At 
urtness Theatre she has appeared in A Toby Show and South 
acific.
NNE JORGENSON is a junior in Theatre Arts here at UND. She 
as appeared in the productions of Sister Mary Ignatius 
xplains It All For You, Women Behind Bars, South Pacific and 
oon Dance.
USAN OLTMANNS is a junior in Theatres Arts and has appeared 
n the productions of Brigadoon, Bus Stop, Waltz of the 
oreadors, Othello and Sister Mary Ignatius Explains....
AVID FLEIG is a senior in Business Administration and has 
een in Burtness Theatre productions of Elephant Man, Snow 
ueen, Brigadoon and most recently, South Pacific.
ACKNOWLEDGEMENTS
Lois Christal, Becky Monley, Peggy Dores, Dawn 
Botsford, Karee Stubbs, Michael Goodyear, Beth 
Kopp, Dean Bruce Jacobsen, Tom Heiman and the 
Charlotte Danstrom Committee.




A premiere staged reading 
by Judith Gilhousen 
directed by Julie Stroop
March 30
8:00 p.m.
Josephine Campbell Recital Hall 
Hughes Fine Arts Center
Reception following at J . Lloyd Stone Alumni House 
Admission $2 .00  — Public Invited
Remnants was first produced in a workshop at the 
Mark Taper Forum in Los Angeles and has since received 
readings at the American Place Theatre and the Play­
wrights Forum in New York City.
About the PLAYWRIGHT . . .
JUDITH GILHOUSEN is a former journalist, who has 
had several One-Act plays produced Off-Off Broadway 
and recently was commissioned to write a play for the 
Actors Theatre of Louisville, Kentucky.
She lives in Pleasantville, New York, with her 
12-year-old daughter, plus a dog, a cat, termites and 
carpenter ants.
About the DIRECTOR . . .
JULIE STROOP has her B.A. degree from Purdue 
University in Theatre and Communications. She is 
presently getting her M.A. degree in Theatre Arts at 
UND with an emphasis in Directing and Group Interpreta 
tion. This production is a part of her thesis project
SPECIAL THANKS . . .
Suzanne Bennett, Project Advisor; Barbara Byrne 
and Sandra Donaldson.
Everyone is invited to a reception at J. Lloyd Stone 
Alumni House immediately following the performance.
THE CAST
K A T E ........... . Barbara Byrne
LIZ ............ Patricia Lazarus
GRACE ............ Denise Heiman
BARBARA .......... Anne Jorgenson
A B R A .............. Susan Oltmanns
STAGE DIRECTIONS . . . David Fleig
* * *
The action of the play takes place in 
a basement rec room, in a suburban home 
near New York City.
10:00 a.m. on a weekday in September.
* * *
There will be one ten-minute intermission
Remnants was first produced in a workshop at the 
Mark Taper Forum in Los Angeles and has since received 
readings at the American Place Theatre and the Play­
wrights Forum in New York City.
About the PLAYWRIGHT . . .
JUDITH GILHOUSEN is a former journalist, who has 
had several One-Act plays produced Off-Off Broadway 
and recently was commissioned to write a play for the 
Actors Theatre of Louisville, Kentucky.
She.lives in Pleasantville, New York, with her 
12-year-old daughter, plus a dog, a cat, termites and 
carpenter ants.
About the DIRECTOR . . .
JULIE STROOP has her B.A. degree from Purdue 
University in Theatre and Communications. She is 
presently getting her M.A. degree in Theatre Arts at 
UND with an emphasis in Directing and Group Interpreta 
tion. This production is a part of her thesis project
SPECIAL THANKS . . .
Suzanne Bennett, Project Advisor; Barbara Byrne 
and Sandra Donaldson.
Everyone is invited to a reception at J. Lloyd Stone 




K A T E ..............Barbara Byrne
LIZ ............ Patricia Lazarus
GRACE ............ Denise Heiman
BARBARA .......... Anne Jorgenson
ABRA .............. Susan Oltmanns
STAGE DIRECTIONS . . . David Fleig
* "k *
The action of the play takes place in 
a basement rec room, in a suburban home 
near New York City.
10:00 a.m. on a weekday in September.
* * *
There will be one ten-minute intermission.
